In jubilant colours of cream, brown, red, and green, and with its wellwrought calligraphic script, the two-by-three foot map was narrated visually and linguistically to great effect. It was not only an "object-in-use" but was a way of imagining the geographic, social, and intellectual space of the university. Intended "to instruct the newcomer and amuse the bored," Kemp's map was a light-hearted look at "university life" as well as an amalgam of the public and private ritualized activities of campus and student life, and the social and intellectual spaces in which they were enacted. Through humour, Kemp illustrated the significant scientific achievements and discoveries at the university (such as the recent discovery of insulin) and the religious divisions amongst colleges on campus, for example between the "high" evangelical status of Trinity and the "low" evangelical status of Wycliffe. Kemp also demonstrated nuanced understandings of the layered political and socio-cultural remnants of old Toronto society and its British antecedents on and off campus.
Through a historical and cultural analysis of Kemp's map, this paper critically examines the spatial design and underlying representational logic of the map to show the intersections among social space, community, identity, and educational experience as ways to understand the meanings they held for their audiences. Seeing and ultimately representing are shaped by how we experience and imagine social space in a particular historical time and place. As philosopher of urban space and everyday life, Henri Lefebvre noted: "Each historical moment generates its own unique type of space, a space which is specific to its forces and relations of production." Alternately, images, such as Kemp's map, are more than atemporal renderings of "real" geographic spaces. Maps allow for meanings to be imposed on the world; they order priorities and naturalize hierarchies of place. 6 Geographers Daniel Dorling and David Fairbairn have argued that "there can be no neutral map of a place and certainly no neutral map of the world." Kemp's map represented a subjective version of the university in the early 1930s as the normative experience of students and professors. Kemp's approach to the map was complex, with multiple ideological and aesthetic intentions, often with competing purposes in mind. No map is value-free -at the point of production and utilization it serves the explicit purposes of its author and its audiences. The space of the university (and beyond) was abstracted and generalized to display only those aspects that are deemed significant by both the maker and reader/viewer. 7 Reader/viewers made sense of the map within their own interpretive frameworks. In this study, we are con- 126 cerned with Kemp's subjective and conflicted understandings about university life, as well as the broad socio-cultural patterns of higher education in time and place that shaped her ideological and aesthetic intentions. In analyzing the map, we are not looking for the one "true meaning" of the various symbols, text, and animation but "equally plausible, though sometimes competing and contesting, meanings and interpretations." Kemp's map was not just a cartographic "measure of a place and the relationship between places [and] quantifiable data ... [but] aims ... to give us the quality of a place or of the viewers' sense of it." 8 While researching how university campus maps construct particular spaces, places, and identities, and in this case how they visually narrate the higher education experience, we draw from contemporary interdisciplinary theories in cartography, cultural geography, and visual culture studies. The map is a complex ideological/historical text. We intend to illustrate the richness of new critical ways of approaching what has often been relegated to at worst "ephemera" and at best merely entertaining visual material hardly worth serious interpretive consideration. 9 It is not only vital to recognize "how much information maps can carry, but . . . how maps shape that information." 10 Kemp's map is a critical and valuable source in its own right but other documentary sources are required to gain some contextual understandings of the animated images represented within it (and others like it). Kemp's map functioned within a given socio-cultural milieu. Accordingly, we incorporate art historian Norman Bryson's notion of visuality as "vision socialized;" that is, vision is informed by the interests and desires of the reader/viewer and by the social relations that exist between the perceiver and the perceived. Kemp Ultimately, Helen Kemp's map fulfilled several functions. On a practical level, the map served to assist historical agents to navigate the expanding university campus in an efficient and timely manner. It also represented the social, cultural, and intellectual landscapes of the university, conceptually demarcating physical and intellectual colleges and disciplinary boundaries from the surrounding city of which the university was both a part and separate. Accordingly, the map "magnifies the idea of place as a critical contributor to education, especially curriculum and teaching." Significantly, it exposed relationships among students, and among students and professors. For university dwellers 12 -students, professors, and staff -the map was a representation grounded in "geographic space" of a "literal reality," visually evocative with personal meaning. While others, such as visitors to the campus, may not have intimately experienced the social and intellectual cultures of the university, by virtue of the map, the university on some level became "known." Kemp's map assisted in the formation of academic identities -"potent ways of saying who we are" -that asserted one's rightful place on campus as well as inviting one to imagine themselves as a potential dweller. Social relations are inextricably intertwined with power relations, and Kemp's map embodied a "social imaginary" that helps to "[make] sense of ... the practices of a society," in this case university practices and policies. 
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Helen Kemp: Student artist
There is nothing natural about a map. It is a cultural artifact, a cumulation of choices every one of which reveals a value. 14 Helen Kemp was born in Toronto in 1910. She was educated at Riverdale Collegiate where she excelled in English and history, but consistently placed first in Art. She was described by her art teacher as a "worker who thinks." Kemp also studied piano and music theory at the Hambourg Conservatory in Toronto where she became an accomplished piano recitalist who won two awards at the Canadian National Exhibition. Given her impressive talents in the arts, upon completion of her high school diploma in 1927, Kemp was awarded a one-year scholarship to the Junior Continuation course at the Ontario College of Art. In 1929, she enrolled in the Pass Course (general course) in English Literature at the University of Toronto, from which she graduated in 1933. During her junior and senior years, she became a member of the music club, debating parliament, Canadian Student Editorial Board, and staff writer for the College's long-running student journal Acta Victoriana. In her junior year, Kemp met fellow student Northrop Frye with whom she had, in the words of one commentator, "a memorable relationship." They married in 1937 and were together until Kemp's death in Australia in 1986, where she was accompanying Frye on a lecture tour. 15 Kemp's early aesthetic interests were in part prompted by her father Stanley Heber F. Kemp Artist Charles Comfort and writer Robert Ayre (the future editor of Canadian Art) rounded out the group. These editors showed a keen interest in art and literary culture and especially in cartoon depictions of intellectuals and intellectualism. While nothing is yet known about exactly who at John Dent and Sons commissioned the map, we can speculate that representing the space of the university -its professors, students, and disciplines -appealed to this group of intellectuals. Kemp's commission may have originated with a desire to deconstruct the campus and people therein, many of whom were depicted in the map as being unaware of the social and economic conditions around them. 22 Clearly, the maker of the map had a direct and intimate knowledge of university life. 23 Kemp seems not to have written about the map publicly except for acknowledgements and a brief statement of intent included on the map itself. In their correspondence between 1931-1933, Kemp privately mused to Northrop Frye (they were courting at the time) about the map. She first mentioned the map to Frye in July 1932: "I am working on a map of the university buildings -it is the most interesting thing I have had to draw yet and I think it is good. I have had to park on street corners -to draw buildings of which I had 131 no photographs -Mary John's for one. You remember, you were there one night." She ended the letter by adding, "I am getting sleepy -I'll be making my towers crooked tomorrow If I'm not careful." Early in August 1932, Kemp wrote again to Frye that the map was as yet unfinished, citing it as a "big undertaking." She continued working on the map, reporting a little over a week later that, after consulting with Thornhill, she would have to change the map around and "do all the buildings over again from a bird's eye view instead of straight front view." She provided a brief drawing showing the expected revision. Kemp added dejectedly, "So I'll be parked here for another two weeks ... Of course it is fun making the thing, but a wee bit discouraging to undo what had taken quite a lot of time to get this far with." 24 Toward the end of the summer in 1932, Kemp excitedly wrote to Frye about a map of Quebec she had seen at the Canadian National Exhibition (The "Ex") where she was working: "I have seen the map of Quebec that was exhibited last year at the gallery, and is now at the Ex ... Beautiful, [b] eautiful things there -I shall spend much time looking -I am fairly breathless, I am so excited. I am sure I can do something good -I am going to work -I'm going to work dear man, and show you!" Kemp was referring to Samuel Maw's (1881-1952) pen, ink, and colour artwork entitled "Map. City of Quebec," which was shown in the Graphic Arts section of that year's Fine Art exhibition. 25 At 33" wide by 25" high, Maw's large folding bird's-eye view map of Quebec City clearly influenced Kemp's own conceptual and aesthetic approach to the university map. Kemp incorporated many of the features utilized by Maw in his historical and spatial interpretation of Quebec City including the choice of colours (although Kemp's colour palette is considerably muted in tone), the naming of streets, the description of banners from above, the overlay of institutional symbols and emblems, the use of a decorative border, and particularly the use of an aerial perspective. Kemp also made use of Maw's text boxes -"vehicles of narration" in Casey's terms. In Kemp's hand, they were not pedantic descriptions of historical and cultural events but amusing and often irreverent observations of the state of university life. 26 One prominent and noteworthy difference between Maw's and Kemp's maps is where Maw's City of Quebec was devoid of any human presence, Kemp's university campus was almost over-run with people -scurrying, debating, announcing, playing, and lively demonstrating the university as a culmination of personalities and dynamic social actors.
Kemp's recounting of making the map revealed an emerging confidence with her skills and abilities as an artist. She expressed an oft-times high-spirited enthusiasm for the project but also a growing irritation at the lack of recognition and remuneration. Shortly after the completion of the University of Toronto map in December 1932, Kemp was commissioned to produce an animated map for author Perkins Bull's historical series of Peel County. She wrote that this "has not left me as verdantly exuberant as I used to be." 27 Considering her frustration with not obtaining what she (and her father) felt was an equitable wage for the new work for Bull, she wrote bitterly to Frye that "I didn't break my neck making a [university] map that took some four months of my time (to say nothing of three weeks of Daddy's) and netted me thirty-five dollars, ten of which I haven't received yet. Recognition rats! -and that goes for Snooks' ads on the back of the Canadian Forum too!!" 28 Regardless of Kemp's pessimism directed at her recent cartographic experience, she became interested in another project. Elatedly writing to Frye, she recounted F. Louis Barber's (Victoria College's bursar and librarian) "bright idea" for her to design "a historical map of the St. Lawrence River with points of interest to be sold by the C.P.R. to tourists." 29
Reading/viewing Helen Kemp's map: University satire
We make our own history and geography, but not just as we please; we don't make them under circumstances chosen by ourselves, but under circumstances directly encountered, given and transmitted from the historical geographies produced in the past. 30 27 Kemp to Frye, 26 June 1933 , Denham, The Correspondence of Northrop Frye and Helen Kemp, 1932 -1939 , 116, 119-120. William Perkins Bull (1870 -1948 was also a lawyer and businessman, and his historical series (incorporating over a dozen books) spanned from 1931-1941. 28 Kemp to Frye, 13 July 1933, Denham, The Correspondence of Northrop Frye and Helen Kemp, 1932-1939, 132 . Kemp is referring to the advertisement of her map in the Forum (February 1933 Kemp, 1932 Kemp, -1939 Kemp, (1996 
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The significance of Kemp's map must be contextualized within broader social and cultural forces both on and off campus. In the early decades of the twentieth century, decorative maps such as Kemp's and Maw's of cities and other spatial environments were not unique. They were part of a broader representation of modernity and its "new practices and institutional forms (science, technology, industrial production, urbanization), of new ways of living (individualism, secularization, instrumental rationality), and of new forms of malaise (alienation, meaninglessness, a sense of impending social dissolution)." As early as 1914, English mural painter and cartographer Macdonald Gill , the younger brother of Arts and Crafts designer Eric Gill, designed the Wonderground Map of London for the London Underground. Gill's decorative map visually signified the city's above-ground transportation system and its underground entrances. Significantly, Gill's satirical city of London was replete with a host of entertaining and colourful local characters that were conspicuously similar to the portrayal of the university dwellers in Kemp's map. In the early 1920s, Gill designed two drastically simplified maps for the London underground from his 1914 map. In these works, Gill did away with much of the background detail and essentialized the geographic layout. 31 Information about London sites and other commercial activities were relegated to the back of the map. This transformed the map into a tool, devoid of extraneous information, that allowed the traveller to find their way around the city quickly. 32 Kemp's artistic construction pointed to an anti-modernist sentiment. As a cultural product, it reflected the rise of the graphic and illustrative arts in Canada (and in Toronto) as well as abroad. Accordingly, to social historian Angela Davis, the graphic and illustrative arts served as "an accepted and essential ingredient of modern mass communication." Historian Michael Saler's recent arguments about a clash between visual arts modernists, "formalists," and avant-garde "functionalists," and the revival of what he termed "Medieval Modernism," provides an important context through which to con- Kemp's university map must also be read/viewed in light of a rich environment for arts and intellectualism at the University of Toronto that existed throughout the first half of the twentieth century. The map was in keeping with an already flourishing tradition of graphic and illustrative arts, and played a crucial role in recording/exposing university cultures, particularly when displayed in student journalism and increasingly in journals edited by university faculty members. Journals were critical in helping to construct and represent popular pronouncements on university and student life and the academic environment shaped by the professoriate. Student journals at the University of Toronto such as the Rebel (established 1917), The Goblin (1921), and Epixstaxis (the medical students' journal), 35 student newspapers such as The Varsity (1880), and even the University yearbook, Torontonensis (1898) routinely utilized visual caricature to sardonically comment on aspects of the educational experience and student cultures.
The student journals also poked robust fun directly at the professoriate. The University of Toronto faculty had strong links to local artistic movements and artists. Professors such as political economist James Mavor and German scholar Barker Fairley were deeply ensconced in contemporary artistic initiatives. Fairley, a friend and promoter of the Group of Seven, founded a literary and artistic journal that would later evolve into the popular and influential Artists of the journals (students) and many of the satiric targets (professors) were well-known to each other. Robert Denham, editor of the Frye/Kemp letters, notes that the letters between Kemp and Frye provide rich images of the various academic, college, and arts and music communities in which they traveled. The letters also delineate a striking and exuberant portrait of Kemp that detailed her understandings of what constituted professorial and student roles and experiences and university lives in the midst of the depression-era economics. Kemp's implicit views on gender, proprietary, and the overriding importance of acknowledging "living beauty" in everyday life are exposed. Kemp is revealed as a curious, participant observer, if not a raconteur, of university life and surrounding communities. Her letters are a kind of diary in which she recorded the happenings of her class, the local arts and music scenes on and off campus, and the trials and tribulations of friends and acquaintances.
Kemp was not a mere chronicler, however, dispassionately describing the events before her; she was a critical spectator who offered up her own often scathing assessments of the world around her. In an illuminating example, Kemp recounted to Frye a discussion with friend Wilf Auger over Professor Charles Currelly's (1876-1957) apparent "disgust" of university life. "[He] thinks students never talk about their work, are crammers for the most part -especially [Victoria University] women[;] students in general are not intellectual." Kemp added that: "I had to agree for the most part, in fact I did quite a bit of the talking on the subject." Frye's observation that "there is only one refuge in Toronto for an ambitious adolescent, and that is the University" was an apt characterization of Kemp Kemp, 1932 Kemp, -1939 136
Space, academic disciplines, and cultures
Kemp's map framed a contemplative campus of a university that by today's standards was small, intimate, and personal. Compared to other universities in Canada in the 1930s, the University of Toronto was large and complex in its organization of colleges, faculties, departments, and programmes; nonetheless, it retained a personal character vis-à-vis the multi-universities in the twentieth-century. On campus, people often knew or knew of one another. As the decade wore on, however, the university became increasingly austere in environment, perspective, and funding. While the Depression hit university payrolls and budgets full force, the university remained a quasi-island of vibrant intellectual energy. The university still had considerable artistic and social connections to off-campus communities, but it remained self-contained, self-aware, and articulate in mission (as indicated, for example, later in the decade through President Cody's majestic elocutions of the university's indispensable role in promoting human welfare throughout the world). For members of the campus community, these were introspective times. 38 The role of the University of Toronto in relation to wider social and intellectual cultures in the city, province, and country, was expansive and contentious. Was the university in the 1930s a teaching, training, or research institution? To what extent was it activist or contemplative, immune to offcampus social influences and political or economic agendas? Was it an autonomous institution or tool of the state? These questions were asked of universities during this time, and as applied to other places and times, have confronted historians of higher education for centuries. Undeniably, Kemp's map illustrated that the university in society was a focus of sustained formal socio-intellectual activity at a level rarely matched off campus. Kemp showed a movement and interaction of characters in an intellectually-thriving space that no other, more static map of the university had previously depicted. 39 38 Many works touch on the intellectual climate of the University of Toronto during the twentieth century. Kemp's map affirmed the university's commanding place within Toronto's downtown core and what many elites may have regarded as the bastion of the city's formal culture of intellectualism in the 1930s. The map re-produced the same orientation of the less sparse and less detailed university-authorized maps typically found in the student handbooks published by the Students' Administrative Council (SAC): a ten city-block radius, with Bloor Street to the north and College Street to the south, and the eastern and western boundaries marked by Bay and Huron Streets, respectively. Using caricature, Kemp densely populates the map, more so than in Maw's and Macdonald's maps, with an assortment of university characters, often disproportionate in size to their surroundings. Faculty buildings are labelled from above with calligraphic banners to show their approximate position in geographic space.
The focal point of Kemp's map is Hart House and the triad of University College, Convocation Hall, and the library. The centrality of Convocation Hall, the site of the conferring of degrees and public lectures, serves as the formal locus of institutional power. Simcoe Hall (built in 1924), the seat of the university's administration, is squeezed, possibly for aesthetic reasons, behind Convocation Hall. The Hall's emblematic and spatial symbolism is not unlike the prominence given the cathedral in Mediaeval cartography. Street names clearly guide the "visitor" on campus, while from above, the buildings and their decorative banners demarcate faculties, departments, and libraries. "Place" is marked not so much by street location but by reference to particular faculty buildings and other campus sites and landmarks.
The activity shown on the map concentrated primarily on students as historical agents who created their own academic cultures. The university provided social and educational outlets where personal and early professional relationships were forged. For many students, these experiences became an important stepping stone for future employment. The nature of student culture reflected the ambiguity of the decade. The economic and social challenges of the 1930s, coupled with such factors as students' backgrounds that collectively constituted a modest middle class (Paul Axelrod notes that "students were privileged, but they were not, for the most part, bathed in opulence"), and the slowly-dissipating but still powerful pull of religion on individual lives and the university campus, created a sense of tempered activism among students. Students discussed important issues and organized national and local student bodies, but as a group managed largely to remain politically moderate. Despite the sobering effects of the Depression and impending hints of war, the roughly 8,000 students who were enrolled at the University of Toronto in 1932 40 led lives of study, recreation, dating, socializing, and hazing that comprised a fundamentally robust campus. 41 Throughout the map, links were forged between space and academic cultures. Caricature of students was used to great effect. In one segment of the map, a male and female student rush past each other in front of the Ontario Provincial Parliament Buildings. One shouts to the other: "Meet me at George Brown's boots at noon," referring to the statue of George Brown located in the spacious grounds of Queen's Park Crescent. 42 Statues, landscapes, and interspersed-student meeting places situate the map through exaggerated depictions of recognizable landmarks. Faculty buildings become important social markers. Spatially distinguishing one's faculty relative to others allowed students to theoretically position themselves, disciplines, and interests within the broader activities of the university. Whether in education, medicine, or history, students evoked specific ways of identifying and classifying their chosen disciplines, peers, and professors.
In addition to decorative banners indicating the faculties, within each section of the map Kemp also utilized symbolic trope that signified the scholarly work undertaken at the university. Kemp commented on the discipline of psychiatry, for example, by drawing the psychiatric hospital. The building is reduced to the background to make room for a lampoon. The descriptive balloons, emanating from two talking fish, read: No explanation is provided as to why the dialogue involves talking fish, but one might infer that Kemp is suggesting that the discipline of psychiatry scrutinizes patients as if they are in a fishbowl (Figure 2 ). Additionally, a humorous reference to "burnt soup" at the Household Science Building highlights what Kemp may have considered as a purely theoretical (and perhaps impractical) curriculum. While students were taught about the science of diet and nutrition, they were not necessarily taught how to cook. 43 The questionable regard Kemp held towards academic disciplines is well exemplified in her cartoon about educational theory and practice. Kemp had friends attending the Ontario College of Education (OCE) but this did not prevent her from espousing less-than-favourable opinions of the university's teaching of pedagogy. Numerous direct and indirect references to teachers and their training are scattered throughout her correspondence to Frye. In a long and involved letter elaborating on a walk taken one summer evening, Kemp described coming upon announcements of the opening of a new junior high school, about which she wondered: "...what they would teach there, and whether good teachers would come -could any of them, educated as most are, bring colour into the Todmorden lives of these youngsters?" 44 Frye's older sister Vera was a school teacher in Chicago, and Frye responded with his own observations of the "school teacher racket," as told to him by his sister. Kemp wrote to Frye that the "[university] library continues to be dull as the devilsurpassed only by some of the school teachers tripping around earnestly doing B.A. work at the summer school." 45 44 Kemp to Frye, 28 August 1932 , Denham, The Correspondence of Northrop Frye and Helen Kemp, 1932 -1939 . The reference to "colour" was in relation to the yellow bricks that were common building material in Toronto at the time and produced at the Todmorden brick factory in the Don Valley. 45 Frye to Kemp, 10 July 1932 , 18 June 1933 , Denham, The Correspondence of Northrop Frye and Helen Kemp, 1932 -1939 Two distinct areas on the map raises the issue of teacher training and methodology along with their perceived, at least to Kemp, intellectual paucity. On the left top quadrant of the map, immediately behind the OCE building, a rotund professor in academic robes is seen disciplining a school-age pupil while two student-teachers look on. The female student-teacher is diligently taking notes while the male, his hands behind his back and directly in front of the young student, gawks at the fate of the child. In explanation, the caption reads, "They [the student-teachers] are taught how to teach the youthful twig to bend." 46 On the opposite side of the map, parallel to this image, Kemp depicts another scene from the St. George School of Child Study over the caption "The child's individuality must not be repressed." The satire is in the equivocalness of the statement, as Kemp shows an array of excited and exuberant children crying and running around. Is Kemp referring to a discipline's lack of control over its subjects and the ineffectiveness of educational theory on the uncontrolled rambunctiousness of youth? Or does it refer to Oscar Klotz's theories on child-rearing that were at variance with the perceived standards of the day, where children were still expected to be seen but not heard? 47 Disciplinary criticisms aside, Kemp also bitingly exposed her peers' own intellectual shortcomings, revealing diverse aspects of academic student culture. She astringently comments throughout the map on fellow students' preoccupation with residence food and accommodation, their sacrilegious colloquial use of Shakespeare, their distracted academic attention, and their preoccupation with the opposite sex. In one section of the map, immediately behind the Ontario Research Foundation, a male student with binoculars is sitting on top of the building scrutinizing two women students playing tennis in the courtyard below. A male friend on the ground carries on a conversation about their research. The friend asks: "I haven't made any interesting discoveries, -have you?" "Sure thing!" responds the other, "I've discovered that the little one with the eyes hasn't a date on for to-night, Oh Boy!" (Figure 3 ). In Kemp's visual rendition, the university experience was about much more than lonely and disciplined study, bureaucratic regulations, and academic competition among students: it was about having a particular experience in university that encompasses both social and cultural -and clearly gendered -recreation. On the lower half of the map, Kemp includes a chaotically-scrolled amalgam of university cheers and songs, including Victoria College's:
46 This is a reference to the University of Toronto Schools' Yearbook entitled The Twig. See
Teaching Teachers: The Faculty of Education, University of Toronto, 1906 -1996 (Hamilton: Caliburn Enterprises, 1996 . 47 Donna Marie Varga, "The Cultural Organization of the Child Care Curriculum: The University of Toronto Institute of Child Study and Day Nurseries, 1890-1960," PhD diss., University of Toronto, 1991.
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O my father sent me to Vic-tor-ia and resolved that I should (get a man) (be a man) And so I settled down in a quiet college town on the old Ontario strand.
Kemp showed a commonly-held understanding of gender and notions of femininity and masculinity, and of female students' expected future prospects after graduation. 48 Kemp chose to illustrate the majority of student clubs, activities, and popular hang-outs in cartoon vignettes surrounding the campus. These vignettes serve as a decorative physical border of the university. They also ultimately distinguish the university campus from the space of the city beyond. Many of the student activities, clubs, and hang-outs are separate from the "main work" of the university as portrayed in the central area of the map. Daffydil (the upper right hand corner of the map), as well as the Hart House masquerade. (For uncertain reasons, she does not show the Engineer's skit night despite its popularity and size.) The margins of the map demarcate the rigour of advanced study from the community beyond. In this regard, the activities and particular actors in the main area of the map are worth close consideration. Kaiser and Wood have noted, "every map 'interrupts' the world at the map's edges," offering "truthful" -albeit interpretive images and descriptions of the way things are/were. 49
Representing the professoriate
Those dear sweet professors -How they do enjoy the depression! (From Helen Kemp's map)
The other major character in Kemp's map were professors. The professoriate at the University of Toronto during the 1930s was small in number, certainly in comparison to the student body. In the 1930s, the average number of professors employed at the university was approximately 500. 50 Similar to the student culture, the professoriate was subject to powerful social, economic, and political influences from off campus, and this created an academic atmosphere that was cautious but with occasional bursts of radicalism, often much to the chagrin of the outside community. As well, along with student culture, the professoriate was in a state of flux. Professors were sometimes seen by students as moral exemplars, but the increasing acceptance of professional training in the university and the perceived efficaciousness of objective technological and industrial research was subjugating entrenched social and academic understandings. The professor was vulnerable to the characterization of social misfit -fashion-challenged, absent minded, and an "egghead," or as Stephen Leacock wrote at length as early as 1910, "shut out of society," and a member of the "academic class" who is unable to grasp the concept of making money; who preferred "tea to whisky-and-soda, blindman's bluff to draw poker, and a freshman's picnic to a prize fight." The students could nonetheless revere professors for their perceived importance on campus as academic policy-makers, as well as for their intimidating quickness of mind, moral judiciousness, seriousness and seeming singularity of purpose, and their at times imperious control over a students' future -perfect fodder for caricature. 51 49 Kaiser and Wood, Seeing Through Maps, 39. 50 University of Toronto, President's Report, 1930-1940 Kemp routinely drew professors as buffoons who were alienated from their surroundings and most certainly from their students. Kemp inferred a spatial and contested division of space -and perhaps intellectualism -between professors and students. This is implied in the way she populates specific areas of the map with cavorting and frolicking students to the exclusion of members of the faculty -in a sense, the students have co-opted the space normally filled by professors. 52 Students are depicted en masse in several key landscaped areas: in Queen's Park Crescent, in front of the Provincial Legislature, in Hart House Circle, and in the expansive Back Campus, which is bordered by University College to the south and Hoskin Avenue to the north. Kemp reserves some areas of the map, however, for the professoriate, for example on the Front Campus, around King's College Circle. She depicts a pageant of thirteen academics leaving Convocation Hall at the conclusion of commencement ceremonies while two students survey the scene (Figure 4 ). One student asks: Who are the guys in red?" to which the other replies: "The guy with the stick's [referring to the mace held by the Esquire Bedel] takin' them off to the clink." "The clink" is Kemp's reference to the university at large and perhaps the working world beyond. Kemp mocked the staid ceremony and its members through disruption. In this humorous (but significantly laden) representation, Kemp challenged the authorized narrative of the university and its legitimated power, as well as students' place within a larger educational bureaucracy.
University College was a popular site for informal sports events, gatherings of students, and photo-opportunities. On Kemp's map, it was an impressive backdrop that isolates the Front Campus as an "institutional" and "professorial" space. Kemp may be suggesting that in this particular space, students are constrained to observe, from a distance, the ritualistic spectacle of the historical university, but not necessarily participate in it outside of prescribed and sanctioned ways. A noticeably tall and lanky Provost of Trinity in academic robes is shown in the back of the building amid a patch of flowers, uttering: "Yes, Yes, Yes," proclaiming satisfaction with his garden. The accompanying text book reads: "Ye garden of ye Provost: Where ye scholars walk & talk right learnedly" (Figure 5 ). The Provost is satisfied with the growth of his charges -the flowers -but a stronger metaphorical interpretation may be possible. Kemp may be illustrating the pedantry of a surreal academic coaxing a bed of flowers to grow as if he had some kind of control over it; or that the professor was engaged in gardening to the exclusion of other, more important academic administrative and intellectual matters. Perhaps more likely, however, the flowers were students gently being guided by the professor's tutelage -a common symbol of educational pedagogy and learning.
This use of humorous imagery is open to critical interpretation within social and historical contexts, but the sense that academic disciplines were "out-oftouch" with reality, practical considerations, and social, economic, or political developments in society permeates the map. Throughout the map, was Kemp commenting on the entrenched perception of the university as an institution of privilege? At the Economics and Political Science Building, located on Bloor Street (the present site of the Royal Conservatory of Music) and immediately in front of McMaster Hall, two young women are engaged in conversation. One says to the other: "Those dear sweet professors -How they do enjoy the depression! It does one's heart good to hear them talk" (Figure 6 ). The critique was directed at professors who to Kemp revel in abstract theoretical and objective studies. Here, Kemp argued that professors were culpable of unempathically yet enthusiastically analyzing the effects of the Depression, seemingly detached from the daily suffering of ordinary people, and perhaps even of their own students.
Kemp held strong views of the role of the Depression in people's livesindeed, her own father was unemployed for most of the decade. In many letters, Kemp and Frye engaged in sympathetic discussions on the deep impact of the Depression on society and on their peers. She attended several meetings of the Cooperative Commonwealth Federation (CCF) and gave a paper on the subject at Riverdale Collegiate (her alma mater) on the duty of women in politics. At the same time, in Moncton, Frye gave a talk to the local CCF group on "The Historical Background of Socialist Thought." Kemp wrote disapprovingly to Frye that "a discussion of Owenism and Fabianism and even of Marxism (perhaps especially the latter) will not hold your audience, I am afraid. You must not give them the impression that you are dealing with an academic subject ... with all the things that you see happening to your audience, you could not possibly ignore their need." 53 Kemp used humour to assail professors who were in her -and other students' -estimation behind the times. On the map, Kemp's reference to "Professor Bonehead's lecture on the gullibility of the atom" was most likely directed at Lash Miller, head of the Department of Chemistry, who challenged some of the new nuclear theories. This was when students were travelling to Cambridge University to work with Nils Bohr and other physicists who were conducting cutting-edge research into atomic structures. Kemp, however, did include at least one relatively non-contentious image of a professor. On the Meteorological office roof, an elderly and bearded scholar is shown peering through a telescope at the night sky. Below the professor two students walk towards the stadium, saying: "Aw George give us good weather for the game," an indication that the professor may in fact be preparing a weather report. 54 Sarcastic undertones can be found on many parts of Kemp's map, but this image conveyed the inquisitiveness of the academic intent on scrutinizing his visual surroundings.
Kemp's satirical representation of the professoriate and professors' role in society was elucidated in a lively exchange of letters with Frye in 1932. Frye mentioned his interest in a career in academe, to which Kemp replied: "As for your being a professor -do you think you need to be a stuffy pedant? My conception of that type of mind is of an antique soul who has lost contact with people and living beauty and enthusiasm -Distinctly not a social being. There is too much of the fighter or the controversialist about you to remain passively letting the world go by." Frye wrote back:
No, I don't want to be a professor. Theoretically. In practice I should like it well enough. But there is something about such an eminently cultured occupation that would make me feel as though I were shirking something. A professor is, as I think I have said before, an orchid -highly cultivated, but no roots in the ground. He deals with a crowd of half-tamed little savages who get no good out of him except intellectual training and, in some cases the radiation of his personality. He is not a vital and essential force in a community of live people. He is not a worker in the elemental sense of the word. Most professors, to gain a reputation, specialize so intensely in their work that they are cut off even from the undergraduate. These are the pendants. The rest are not so cut off from reality, but they are cut off from life.
Kemp responded: "I can't agree with you entirely about your orchid professor. How are you going to take your little savages if you don't hold their interest in some line or other -I mean awaken their interest. And is not the teacher going to have a tremendous influence in that way? ... The function of a teacher seems to me essentially the same as that of a minister -to bring colour into a drab life." 55 Kemp's map showed vignettes of diverse social activity within the broad and complex space of the university. Despite the oft-perceived gulf of outlook and understandings between the students and professors, the campus encaged all agents within immutable boundaries. The map had relatively little to say about people not connected to the university -interestingly, administrative and clerical staff were not shown, implying an altogether different kind of cartographic silence. The few discrete visual representations of non-university people were enlightening in how they comment on town/gown relations and the popularized conflict between the ethereal intellectual ideas and more practical issues facing society.
One example of university/community relations was striking. Toward the bottom corner of the map, Kemp depicts a carefully-coifed young man immersed in painting on an easel. 56 To the artist's right is a small boy with a balloon and on the left is a man and woman. They both look on as he paints. The man, as if speaking to the woman asks: "It's clever but is it art?" (See Figure 2) . This image was salient in that the man and woman may be seen as representing "low-brow" cultural values. The rustic clothing of the man and woman -his drooping hat and baggy pants, her long dress and apron -served as a contrast to the groomed goatee and smart fashionable haircut of the artist who is clearly characterized as a member of the avant-garde. The apparent age difference between the younger artist and the older couple further acted to physically differentiate the characters. The inclusion of the small boy provided for a generational cycle and may have intimated the as-yet uncorrupted creative potential of youth, a concept that had much currency in art circles in Toronto at the time. 57 This separation between the images might have suggested an alienation of the university from the community, and, embodied in the character's question, again critiqued the belief some people held that the university was the most important creative and intellectual institution in society.
Conclusion
It is not down in any map; true places never are. 58 In Helen Kemp's map, we have tried to ascertain what Kaiser and Wood call "the multiple truths of a mappable world." Kemp's map was about the university and higher education experience; but, importantly, it was also a component itself of the experience. In deconstructing Kemp's map, we are conscious of the ways in which depictions of students, professors, and the relationships among colleges and disciplines were prominently enacted through caricature and satire, and this offers a socio-intellectual dimension to such an elaborate historical visual text. In interpreting the map and finding multiple and often conflicting and nuanced interpretations and meanings, we appeal to Janin Hadlow's caution that "the very certainty we have of ... [the map's] legibility renders transparent the fact that 'reading' [and viewing] ... relies on the posses-56 The area between Grosvenor and Grenville Streets and Surrey and Bay Streets was a haven of flats and studios for artists. 57 Arthur Lismer's work at the Art Gallery of Toronto (AGT) was framed within the idea that young children had a biological predisposition towards creative activity, which if not nurtured, could produce adults lacking in imagination and appreciation of the arts. Lismer began offering Saturday morning classes for AGT members' children as early as 1928. sion of particular knowledges of modernity and urbanity," and in this context, university life. 59 While students and professors shared certain understandings and experiences about the spaces they inhabited together and the way they imagined the university, space was always contested, fought over by groups who vied to inscribe their version of the world. Space is not a moribund and static phenomenon but a dynamic process that shapes social life. Termed "spatiality" by theorists, space is a social and cultural construct, a production or transformation, affected by historical, cultural, and political forces. The university space of Kemp's map was constructed as a privileged topographical site that was defined through notions of educational identity and experience, disciplinary paradigms, and community and gender. This spatiality was informed by individual and collective disparities in power. Consequently, the images and language of the map's social space(s), whether landscapes, buildings, or bodies, were not mere illustrative reflections of the world but spatial codes which were part of a culturally-created system of historical and philosophical categories. The narrative of "community" and "identity" in the map illustrated that the university was an elite and complex form of post-secondary education, inextricably linked to the ways in which students and professors came to assume and perform their identities within their own interpretive communities.
Kemp's map is richly detailed, and this complexity not only divulged an active academic community of people and personalities, but it evocatively embodied contemporary understandings of learning, disciplinary knowledge, and pedagogical approaches, practices, reactions, and responses. The map created the illusion of a unified campus of the historical university while indicating the disciplinary boundaries and conflicts that existed at the university at the time. Through the representational strategy of re-emplacement, Kemp altered and transformed university spaces/places to be essentially the centre of one's academic world. 60 In its omission of any semblance of a broader city-wide community (and clearly some invisible members of the university), Kemp reiterated that the map is for the university community and particularly its students. Whatever her critical and sympathetic perspectives on the effects of the Depression, the map provided a somewhat sanitized (but no less animated) version of the university campus, one that is immune from economic hardship and social marginalization endemic off-campus. The university was represented as an educational 
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haven that was timeless and natural, unaffected by the outside conditions of prosperity, destitution, unemployment, and attendant miseries. While its lands, students, faculty, and the campus as a whole were in reality part of the broader city with its streets open to human traffic, the map showed the university as spatially separate, as if the university was impervious to community interests and cultures. The outside society was somehow, in the extreme, antithetical to this environment, and this echoed what many on and off campus had considered in the 1930s as the "ivory tower." In the main, however, as a graphic object, the map preserved narratives so that descriptions could be fundamentally viewed through multiple historic and academic lenses, and in this way is undeniably enduring.
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